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	 “Each of the many analytic strategies adopted by ethnomusicologists offers one or more routes for moving between specific 1
performances and general ‘principles’ or ‘norms“  
Myers, Helen (Ed).  Ethnomusicology: An Introduction, The Macmillan Press, Basingstoke, Hampshire: 1992. 197.
	“Music analysis is a discipline that we learn, above all, from musicians… It is difficult to avoid the impression that analysts of 2
music often fail to recognize much of the guidance that is readily available to us.” 





















































































1928〜）は著書『Nagauta:　The Heart of Kabuki』にて、和声の役割の代わりに、長
 “shamisen-vocal music”. 4










































































カイスター（Keister, Jay、1960〜)による、菊岡裕晃についての民族誌Shaped by 









 Malm, P. William. Nagauta the Heart of Kabuki Charles E. Tuttle Company, Rutland, Vermont and Tokyo, Japan: 1963.14
 “This study has shown that one important factor in the understanding of this music is an awareness of the presence of 15
stereotyped melodic patterns” . 
Malm, P. William. Nagauta the Heart of Kabuki Charles E. Tuttle Company, Rutland, Vermont and Tokyo, Japan: 1963. 213.
 Malm, P. William. Nagauta the Heart of Kabuki Charles E. Tuttle Company, Rutland, Vermont and Tokyo, Japan: 1963. 217.16
  “The human life in the music” . 17




































 Keister, Jay. Shaped by Japanese Music: Kikuoka Hiroaki and Nagauta Shamisen in Tokyo. Taylor & Francis Group, 18
Routledge: 2004. 115-117.
  “Successful in his goal of ‘translating the past’ into the present day.” 19


















































・2013年3月、「ICJC Composers’ Project Concert」で三面の箏による《Pink Waves  












　箏と歌による《The Dance of Threads》を発表（初演は野澤徹也・松村エリナ） 
・2016年4月25日、「邦楽2010」メンバーとして「音のカタログVol.6」に三味線協奏曲 


































































































































“The great problem that nagauta composers face today is how to separate the essentials of their music from the hackeyed 26
elements and create a new music exploiting fresh ideas set within the matrix of these essentials. Perhaps the special interrelation 
of so many traditional techniques makes such a development impossible. At present there is no indication that anyone is deeply 
aware enough of the problem to struggle with it. Modern nagauta tend to be a mixture of traditional techniques and generally 
ineffectual imitations of the Western orchestral sound ideal” . 





















































































































「Music of a Thousand Autumns: The Togaku Style of Japanese Court Music」の中
で、日本伝統音楽を五線譜で記すことで起こる問題について、「西洋の五線譜システム
は、我々の記譜の伝統に適合した音の形式などを補強するとともに、他の音楽をさまざ





 “The standard western notation system tends to reinforce those aspects of the sound pattern which are compatible with our 32
own notation traditions and in varying degrees to distort or omit others”.
 Garfias, Robert, Music of a Thousand Autumns: The Togaku Style of Japanese Court Music: University of California Press, 33



















































































































 “Hood (1971:90-122) has proposed three broad solutions to the problem of notation and transcription that need to be 44
summarized again here. The first of these solutions can easily be accomplished now: we should provide the original, 
indigenous notation where such a notation exists and teach our colleagues how to read it”. 
Reid, James. “Transcription in a New Mode” Ethnomusicology , Vol. 21, No. 3 (9. 1977). 418.




































































































































































































































































































































































































































































































































































































































































































 Miki, Minoru (translator Regan, Marty) (2008). Composing for Japanese Instruments (Eastman   Studies in Music), 67





























































































































































































































































































































































































































































































































































































































































































































































































1965）の《Concerto No. 1 for Koto and Orchestra》（1962年）や《Concerto No.2 for 
Koto and Orchestra》（1965年）は、箏の独奏とオーケストラの伴奏を合わせた協奏曲




  、  、  、  	番目の形式に基づいた曲作りを行うと、興味深い作品を創作する
余地が十分にあると考えられる。実際、ハリソンは《Double Concerto for Gamelan, 






1 3 4 5
1
 Adler, Samuel. The Study of Orchestration. W.W. Norton & Company, Inc. New York: 2002. 612-638.87
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 Thomas, Dwight W. “Lou Harrison's ‘Double Concerto for Gamelan, Violin and Cello’:  Juxtaposition of Individual and 88
Cultural Expectations.” Asian Music, Vol. 15, No. 1 (1983). 93.
 Sheppard, Anthony W. “Continuity in Composing the American Cross-Cultural: Eichheim, Cowell, and Japan.” Journal of the 89


















































	三木稔 三味線協奏曲 2008 野澤徹也 三味線ソロ、篠笛、笙、尺八
（２本）、琵琶、二十絃（２
面）、十七絃、打楽器


























































































































オーケストラを伴奏とした池辺晋一郎作曲《１本の緑陰樹として～As a Shade Tree～》





























































































































































































































 Thomas, Dwight W.  “Lou Harrison's ‘Double Concerto for Gamelan, Violin and Cello’: Juxtaposition of Individual and 115






































































































































































































































































































“The culture-specific dimension of research and transcription is essential for answering the question, ‘what is 121
special about this music?’- a problem left blandly opaque by many conventional transcriptions…” . 
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